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INTRODUCTION 
Creating Character 
A playwright is confronted with a barrage of problems 
each time he attempts to write a playscript. As each prob­
lem is either sol�ed, eliminated, or worked out on its own, 
the play grows closer to its life upon the stage. In writing 
Th� Invalid, I was spared not one of the many problems a 
playwright faces when he writes a play. am certain that 
I not only encountered, but solved many of the same prob­
lems that other writers encounter, in a manner not unlike 
their own. In fact, in this introduction, I present a few 
thoughts by other playwrights who have inspired much of my 
own work in the theatre. The problem I discovered to be cen­
tral in the creation of The Invalid is that of creating char­
acter. 
The playwright has a supreme advantage in knowing his 
characters provided he give .them room to grow. In order to 
allow the character "room to grow", the playwright must know 
the entire history of each character. When writing a realis­
tic drama as I have, a psychoanalytic approach to character 
serves as a worthy toor. Why do the characters act as they 
do? What occurred before the action on the stage commences? 
pow are those past actions now affecting �he action on stage? 
i 
Asking and answering these questions gives the playwright 
special insight into the personality of his riharacters. 
Brecht would insist that his actors know the history, eco-
nomic status, social station, religious preference, virtually 
everything about the characters the actors portrayed.
1 
He 
applied these same criteria to the characters he created in 
the plays he wrote. 
It was imperative for me to pursue the same method of 
creating the characters of The Invalid as Brecht when writing 
his plays. I began by writing biographical sketches for each 
character in the play. These sketches include the vital sta-
tistics of each character-- height, weight, complexion, etc. 
Thus, by first creating a physical body for each character, 
I could more clearly visualize their actions in my mind. 
This became especially crucial concerning Nate due to the 
problems an actor might have maneu�ering a wheelchair on 
stage. All in all, the characters' physical presence in my 
mind established the first dimension of their existence. 
I viewed these sketches as an arrow shot from far. in 
the distance whilst I stood by the target waitin� for its ar-
rival. The path of the arrow is then the historical progres­
sion of the Whitlow family. Naturally, my first sk�tch was 
of Alma Perry, the grandmother of the family. Reverend Perry, 
·Alma's husband, begat Elizabeth Perry, who took Ernest �hitlow 
1Bertolt Brecht, Brecht on Theatre: the Development of 
an Aesthetic, trans. and ed. John Willet (New York: Hill 
and Wang, 1964), pgs. 136-147. 
ii 
to be her husband and bore him a son, Nate, the central char­
acter of the play. Once again by way of analogy, I viewed 
these sketches as resembling a snowball tumbling dmm a moun­
tain, gro0ing larger, rolling faster, as it makes· its way 
down the hill. These sketches enabled me to create a momen­
tum of tremendous force for the action before it even began 
to occur in the script. Thus, a new dimension of the charac­
ters' existence was added: the reflection of their past. 
What is more, this reflection from their past creates, in 
part, the image they create during the present, i.e., what 
they actually do on stage. 
Allow me to add a few closing notes concerning these 
character sketches. First, creating character is a process 
of metamorphosis. Thus, it was absolutely essential to re­
gard these sketches as having a tec1poral. existence. In fact, 
the script has diverged so greatly from these sketches, to in­
clude them in this paper would only serve to confuse the reader .. 
In fact, the character sketches represent only a small part of 
a much greater process of the creation of the characters. Time 
and time again, characters' actions changed as the script was 
written. A character might change his position on a certain 
issue, change what he had said in an earlier draft, and so 
forth. What then became of these "historical sketches" is 
that they were dated and no longer represented a true image 
of who the characters in the play actually are. Nevertheless, 
the sketches served as a valuable tool for cre�ting a solid. 
�asis for the characters to begin to build _their world. The 
iii 
most impoitant and useful aspect of these character sketches 
seems to be that they created a momentum for the action. 
A third dimension of the character is then created: the 
act�on of the character, his movement through space. It is 
through the characters' actions that �e learn about the char-
acters. These actions reflect the life of the character, his 
depth of persona, the niche that has been carved out of real-
ity for him to move about in. 
I discovered yet more changes occurring during the crea-
tion of the characters as I wrote the action of the play. 
recall encountering a peculiar phenomenon which serves as a 
keynote for understanding these.new changes. It is the phe-
nomenon of instinct. Instincts are, of course, fallible. A 
playwright has to, in a sense, follow behind the characters 
transcribing with his pen the things the characters have 
previously said and done. The following passage is what 
British playwright, Harold Pinter, has to say about the in-
stincts of. the playwright: "I've got an idea of what might 
happ�n-- sometimes I'm absolutely right, but on many 0cca-
sions I've been proved wrong by what does actually happen. 
Sometimes I'm going along and I find myself wr.iting "C comes 
in" when I didn't know that he was going to come in; he had 
to come in at that point, that's all. ··2 Allowing the char-
acter to "move.about freely" is not a hit-and-miss proposi-
tion nor does it preclude several rewrites. I might have 
2Arthur Ganz, ed., Pinter: a Collection of Critical Es­
says (Englewood Cliffs ; NJ: Prentice-Hall, Inc., 1971), 
p-:-25. 
iv 
rewritten a scene sev·eral times befor·e I found the one exact 
moment when the character simply had to enter, or, say some­
thing that he should say, rather than, having the character 
speak my words. There is no one method or rule for following 
one's instincts as a playwright-- but, I will add, a saf� 
path to follow is to follow the instincts of the characters 
first. 
There are a few questions that I ask myself each time a 
character acts or speaks. Who is doin� the speaking, the 
character or myself? Is this line characteristic of how the 
character usually speaks? In other words, does he possess the 
vocabulary to speak this line in this manner? Does the idiom 
fit the chatacter's normal speech pattern? Would this char� 
acter relate to another character in this manner? Does the 
character really feel the way he says he does about a particu­
lar character, yet act in a contrary way? These questions 
serve as a useful tool for me to ascertain �ho is actually 
speaking. Many times the answers to these questions help me 
discover that it is I, the playwright, imposing my will on 
the characters. It is at this point that the characters di-
vorce themselves from life for they are no longer people but 
puppets, Thus, I discovered the responsibility a playwright 
is charged to perform. First, know the char�cters' physical 
appearande, speaking patterns, past history, all those things 
that come to bear upon the character as he moves through pres­
ent time, moment by moment. Then, go faithfully behind the 
�haracters rendering a picture of their actions as closely 
v 
and as truly to life as possible. This is the manner in 
which the characters in The Invalid were crei ted . 
The last step in the process of creating a character is 
the production of the playscript. And this, too, adds yet 
another dimension to the character. This new dimension is 
actual living movement adding to and feeding from the momen-
tum initially created from the outset of the character's 
creation. When the time arri ves for this script's perform-
ance, production will create another wave of change in the 
characters' existence. This occurrence will mark the total 
embodiment of the theatrical experience for me. The theat-
rical experience is in essence the occurren c e and experiencing 
the change a character undergoes during the play. Thus, the 
creation of character, from script number one to the actua l 
per f ormance , is an evolutionary process. The playwright can 
do nothing more than evolve with this process, and his char-
acters, faithfully recording the e vents as I have done in 
The Invalid. 
In conclusion to this introduction, I offer these words 
by Tennessee Williams· "Why do I resist wr it ing about my 
plays? The truth is that m� plays have been the most impor-
tant part of my life for God knows how many years. But I 
feel the plays speak for themselves."
3 
From henceforth, I 
have little to say concerning the creation of the characters 
in The Invalid. When I experience the other dimension of 
, 
3
Tennessee Williams, Memoirs, (New York: Doubleday & 
Company, Inc. , 1972, 1975), pgs. 154-155. 
vi 
their character, that is, upon the stage, I will have yet 
more to tell of these people. 
vii 
THE INVALID 
A Play by 
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CHARACTEnS 
NATE WHITLOW, twenty-five years old, confined to a wheel­
chair. 
ALMA PERRY, seventy years old, the grandmother of NATE. 
MRS. ELIZABETH WHITLOW, forty-four years old, the mother of 
NATE. 
JENNIFER LEATH, twenty-six years old, a medical �tudent and 
girlfriend of NATE. 
JIM WEBBER, early thirties, leader of a rock band. 
STAN COBB, fifty years old, owner and manager of the "Pier's 
· 
Enct" nightclub. 
PETER SIMMONS, mid forties, a small man. 
BARROOM CUSTOMERS, three or four extras who are clientele of 
of the ''Pier's E:nd" nightclub. 
3 
THE SETS 
Act One 
Scene one-- The set is the interior of the. Whitlows' living 
room. The stage right area is furniShed with a rocker, a 
couch, and a television. Downstage right is the door to the 
outside. Upstage of the door, along the wall, is a dresser 
with books, photographs, and a telephone. There is a window 
aboVe the dresser. The upstage wall has two doors. The 
stage right door leads to MRS. WHITLOW's bedroom, and the 
stage left door leads to ALMA's bedroom. Between the two 
doors is a small bookcase containing books and an FH radio. 
The stage left area is NATE's living quarters. The head­
board of his bed is against the upstage left wall. A table 
and the amplifier for his guitar are along the stage left 
wall. Extreme downstage left is a door leadini into the 
·kitchen. 
Scene two-- The action takes place midday in a park located 
in the city. A'park bench is placed in frbnt of the pro-
scenium. · 
Scene three-- The Whitlows' house. 
Act Two 
Scene one-- The set is the interior of the "Pier's End" night­
club. The bar spans the upstage wall. There are stools at the 
bar, beer taps, glasses, and other implements found at a bar. 
In the room are three or four tableg with chairs around them. 
One of the tables has thi �hairs placed on top of it. The 
"Pier's End" is located on the beach. 
Scene two-- The action occurs in a staie park out-of-doors. 
There is a single picnic table placed bn stage with two benches 
on either side. There is a picnic lunch and a bottle of wine 
on top of the table. 
Scene three-- The "Pier's End" nightclub. 
Scene four-- The stage is bare. The edge of the proscenium 
serves as the pier which adjoins the "Pier's End" nightclub. 
Three benches are placed downstage along the proscenium. 
Scene five-- The Whitlows' home. 
4 
ACT ONE 
SCENE ONE 
(I-l-l) 
(As the lights rise, music is 
heard from an electric guitar. 
The music is a classical piece. 
The volume is low. The set is 
the interior of the Whitlows' 
living room. NATE's living 
quarters are in the same room. 
The living room, which is lo­
cated on the stage right side of 
the room is furnished with a 
rocker, a couch, and a television. 
On the stage right wall is the 
door to the outside of the house 
and a dresser with books, photo­
graphs, and telephone on it. 
There is a window above the dresser. 
The upstage wall has two doors, 
stage right to MRS. WHITLOW's room 
and stage left to ALMA PERRY's room. 
Between th� two doors is a book­
shelf with books and an FM radio. 
The stage left area is NATg's. The 
headboard of his bed is against the 
the upstage left wall. Downstage 
of the bed along the wall are the 
amplifier for his guitar and a table. 
Extreme downstage left is the door 
leading into the kitchen of the 
house. The Whitlows' home is lo­
cated somewhere in the �ortheast 
section of the United States. The 
time is autumn and it is an early 
sunny morning. NATE is playing the 
guitar beside his bed. NATE has 
broad shoulders and appears to be 
in good health. He is confined to 
a wheelchair. He is handsome and 
aged twenty-five years. ALMA, NATE's 
grandmother, {s sitting in the 
. 
rocking chair reading a book. She 
is in her early seventies . She is a 
large woman with silver hair. She 
is in iood health, too. In fact, 
she appears to be younger than �he 
actually is. ) 
AU!A 
Nate, Why don't you take a rest for a while? 
5 
(I-l-2) 
NATE 
What? 
ALMA 
You've been playing for two hours now, ever since first thing 
this morning. Your fingers must be sore. 
Yeah, they are ... 
NATE 
(He places the guitar on a stand by 
the amplifier.) 
ALMA 
I wish you would play the acoustic guitar a little more often. 
It's so much more pleasant �o listen to. 
NATE 
Grandma, I don't want to. Period. 
ALMA 
Oh, well... Are you going to look for a job today? 
NATE 
I've been looking. I have to wait now. 
ALMA 
What do you mean, you have been looking? All you've done is 
talk to a few people in those ··rock groups". 
NATE 
That is my work! 
ALMA 
Oh, come now. When are you going to stop all this foolish 
dreaming and get down to some serious business? 
(NATE grumbles.) 
Now Nate, I want you to give that guitar manufacturer a call 
today. You know you can get that job without Bven batting an 
eye. 
6 
(I-l-3) 
NATE 
Yes, I know ... And, I !mow I wouldn't work there if they 
paid me fifty bucks an hour. 
ALMA 
For Heaven's sake! What are you going to do, keep collecting 
disability checks and remain on welfare the rest of your life? 
NATE 
No way! I'm going to find a job playing music ... that is, 
I'm going to do the work I do best. 
AL�IA 
Urn-urn, urn-urn ..... you'll never learn. I tell you, you'll never 
see that day, Nate. Mark my words. 
(She rises and goes over to his bed 
and starts to make it.) 
NATE 
Now just stop that! How many times do I have to tell yoU not 
to make my bed? I can.do it myself! 
ALMA 
I'm just trying to help, Nate. 
NATE 
I'm sorry, Grandma, but that ki�d of help is the �orst kind. 
I need to do for myself, no matter how hard it gets, okay? 
(There is a knock at the door. 
ALMA crosses to the door.) 
AU. IA 
That .must be. Jennifer. Your mother and her are going to the 
city today. 
(Opening the door.) 
Jenny, you don't have to-- Oh? 
WEBBER 
(Through the screen door.) 
Is this Nate Whitlow's house? 
ALMA 
Why, yes he's here. . . uh, is he expecting you? 
7 
WEBBER 
Just tell 6im Jim Webber is here. 
NATE 
(He crosses to the door.) 
Yes, come in. I'm Nate Whitlow. 
WEBBER 
CI-l-4 l 
(He enters. He has a red moustache 
and sandy blond hair. His hair is 
thin as he is beginning to grow bald.) 
You're not Nate Whitlow, are you? 
NATE 
Yeah... Is there something wrong? 
WEBBER 
(Sarcastically.) 
And you must be Nate's mother? 
ALMA 
Hardly ... I'm his grandmother. 
{Pause.) 
. NATE 
So ... why d.on 't you have a seat. I already have one. 
WEBBER 
Sorry, I didn't mean it that way. 
All I had to go on were the tapes 
to talk business. 
NATE 
I wasn't expecting this. 
you sent me... Look, I came 
Okay, then let's talk business. Would you like me to fix 
some coffee? I am capable, you know. 
ALMA 
Nate!... I'll be glad to fix some coffee. 
NATE 
Thank you! 
8 
(I-l-5) 
WEBBER 
That would be fine, thank you. 
(ALMA e3its into the kitchen. 
There is a moment of silerice as 
the tw� men regard one another.) 
So, I don't suppose there would be any reason for you men­
tioning that you're crippled when you sent me the tapes. 
NATE 
No, none at all. You have reservations about my ... circum­
stances? 
WEBBER 
There might be ·difficulties--
NATE 
Such as? 
WEBBER 
Such as lugging equipment around, getting off and on stage, 
getting from place to place--
NATE 
Obviously, you liked something about my music or you would 
not have come here. 
(Pause.) 
WEBBER 
Yes, that's true. The entire band was pretty e�cited when 
they heard the tapes. This is what we've been waiting for, 
But ... 
NATE 
But what? 
WEBBER 
I mean, knowing the difficulties you're going to have. Why 
did you seek us out? 
NATE 
What do you mean, "the difficulties I'm� to have?" If 
I didn't" think I could do this,. I wouldn't have pursued the 
9 
notion .in the first place. I know I can do it. 
(Pause.) 
( I-1-6) 
Let's look at this thing logically. You're based at the sea­
shore. One story buildings, close to the ground�-
WEBBER 
Yeah, yeah. I saw a band a couple of months ago that had· a 
keyboard player in a wbe�lchair. I'm sure it can be done. 
Only.�c I also saw someone carrying him onto the stage. 
NATE 
Yeah, and. that was probably the only way he could get up 
there. 
(Pause.) 
Look, my equipment and getting me on the stage is my pr6blem 
and I'll deal with it. 
WEBBER 
And how is that? 
NATE 
I'll pay someone, out of my own pocket! 
WEBBER 
Well... I can't argue with that. Tell me s6mething Nate, 
from what I've heard of your mtisic, you could find work else­
where in music. Like teaching, or--- I mean, why in the 
world do you want to go on the r6ad? 
NATE 
Because I'm not a teacher! I'm a performer. 1 do it because 
I enjoy playing music for a crowd. 
WEBBER 
I suppose that's what it takes to be a good musician. 
NATE 
I don't suppose anything. I know it. 
(They f�ll into silence for a few 
seconds which is interrupted by 
ALMA entering. She is carrying a 
tray with coffee.) 
10 
(I_._l-7) 
ALMA 
My, my, why so gloomy? I thought this is what you've been 
waiting for. 
(Pause.) 
So . . •  hlr. Webber? I take it that you're here to recruit Nate 
for one of these rock bands? 
(Pause.) 
NATE 
Well, Jim? 
WEBBER 
I feel as if I'm being put on the spot. I need time to think 
it over. I--
AL�IA 
Of course! There's a lot to think about. You hav� to decide 
if you're·able to care for a cripple, 
What? 
All right, get out! 
affairs. 
WEBBER 
NATE 
(Snapping at ALMA) 
I don't need you here to meddle in my 
ALMA 
I•ll stay in this room if I so desire to� young �an. You 
don't send grandmothers ciut of the room in this bouse: 
(A good silence.) 
NATE 
Aw, grandma. I'm sorry. Please, may we have some privacy? 
AUlA 
That's better. If you'll excuse me; but, Mr. Webber, know 
that you have been forewarned. 
(ALMA exits into her bedroom.) 
NATE 
(A nervous chuckle.) 
Oh, don't pay her any mind. She's just--
11 
(I-l-8) 
WEBBER 
She just may be right. 
NATE 
What do you mean, she may be right? 
WEBBER 
There's more to it than just ·paying someone some bucks to 
cart your stuff around. There's a lot of strain, fast moving, 
and--
NATE 
What difference does it make? rio you think I don't even know 
the circumstances of my own work? 
WEBBER 
Be practical, Nate. 
NATE 
I am being practical! I'm trying to save my talent before 
it rots in .this god-forsaken house where I'm thought to be 
nothing more than a damn invalid! Well I'm not an invalid, 
understand? 
WEBBER 
Christ, you must reall� want this. 
NATE 
I do believe you are beginning to �ee the light of day. 
· 
(Pause.) 
WEBBER 
All right, you're in . But you're going to have resolve these 
problems with your-- condi tibn. · 
ALMA 
(She enters. She has been eaves­
dropping from the other side of 
the door.) · 
So, your foblhardly dream is coming true. And you're g�tting 
ready to make another great big mistake! 
12 
(I-1-9) 
NATE 
Don't ever let anyone tell you old ladies can't hear, es­
pecially through doors: 
(WEBBER laughs, th�n sees this is 
no joke to NATE.) 
ALMA 
Before you leave, Nate, let me make your bed foi you. I 
bave to do this for him everyday. Take note, Mr. Webber. 
(ALMA crosses to the �ed. NATE 
faces hen, glaring at her. She 
moves away from the bed. There 
is a knock at the door.) 
That must be Jennifer. 
Come on in, Jennifer. 
ALMA 
I'm glad she's here now. 
(ALMA crosses to the stage right 
door and opens it:) 
JENNIFER 
(JENNIFER enters. She is medium 
height and very pretty. She has 
blond hair and blue eyes. She is 
dressed attractively.)· 
Hello, Alma. Hello, Nate . .. Who's this? 
Well, hello: 
you? 
WEBBER 
(Introducing himse�f.) 
I'm Jim Webber, a friend of N�te. And who are 
JENNIFER 
I'm J�nnifer Leath, Nate's fianc�e. 
WEBBER 
Qh, his fiancee? 
(To NATE.) 
You know, buddy, you don't do too bad for yourself, do you? 
NATE 
I'm aware I l).ave many blessings to be thankful for ... 
(NATE takes JENNIFER's hand.) 
And Jennifer is one of them. 
13 
(I-1-10) 
JEN"!IFER 
Why, thank you. Have you known Nate very long? t•ve never 
heard him speak of you. 
WEBBER 
Actually, only a short time. 
ALMA 
Actually, not at all. This is the man who wants to take Nate 
packing down the road to fame and fortune. 
What? 
JENNIFER 
(Taken aback. ) 
(MRS, WHITLOW enters from the 
kitchen door. She is tall like 
her mother, ALMA PERRY, but much 
thinner. She is forty-four years 
old. She is an attractive woman, 
yet very plain in her appearance.) 
MRS. WHITLOW 
Jenny, I just saw you drive up. I was working in the garden 
and realized I'd let the time get away-- Oh, I didn't know 
we had company. 
NATE 
Jim, this is my mother. Mother, this is Jim Webber. 
MRS ; WHIT LOW 
Hello... Say, haven't I seen you somewhere before? 
WEBBER 
Oh, I d6ubt it. Not unless you've been carousing around the 
"Pier's End". 
MRS. WHITL0\1' 
That's nrit very likely . . •  Oh, well. 
JENNIFER 
I haven't qu�te been able to ascertain why you're here, 
Mr. Webber. 
14 
( I-1-li) 
WEBBER 
Please, call me Jim. I'm sure we'll be getting to know one 
another--
.NATE 
I'm afraid not. I doubt Jennifer will be coming along with 
me. She's a med student and has another year of school left. 
WEBBER 
Well that's not so far off. We always have a need for doctors 
at the beach. 
MRS. WHITLOW 
Are you going somewhere, NAte? 
NATE 
Yes. 
JENNIFER 
I don't undefstand, Nate. Are you just going to pick up and 
leave? 
ALMA 
He sure is, lock, stock, and barrel. 
NATE 
I'm not leaving lock, stock, and barrel. I'm going out to 
work. My work being playing music. in Jim's band. But, we'll 
be together, later on ... for now I have to leave for the 
beach and--
· 
MRS WHITLOW 
What? You can't leave now. Are you serious? 
NATE 
M6ther, you knew all along ·I was trying to find a �roup to 
play with. 
MRS. WHITLOW 
I just didn't think you were serious, not again�-
15 
(I-1-12) 
JENNIFER 
Oh,· yes ... I knew he would find something, one of these days ... 
(Jennifer tUrns away. This creates 
an uncomfortable silence .. ) 
WEBBER 
Look, I didn't mean to come in here and drop a bomb. I think 
I'll be off for now and le.t you all discuss this matter among 
yourselves. Nate, I'll get i� touch with you later on this 
afternoon. It was nice meeting you folks ... 
(WEBBER and.NATE shake hands. 
WE�BER exits stage right.) 
MRS. WHITLOW 
Nate, do you know what you're doing? 
JENNIFER 
He does. 
ALMA 
Well I'm not so sure he does. 
NATE 
If you two had the faith in me that Jennifer does, perhaps 
you would see that I do know what I'm doing. 
JENNIFER 
Look, we can d-iscuss this later. Elizabeth, we need to get 
going if we're going io the city. 
MRS : WJ!I TLOW 
Oh, all right. I won't be but a minute changing--
(She exits upstage into her bed­
room.) 
ALMA 
Nate, you. have to think ·about what this will do to the family 
and--
JENNIFER 
Please, Alma. Can w·e talk alone? 
16 
(I-1-13) 
ALMA 
Of course; at least he might listen to you. I can't even 
get him to hear the words I say arrymore ... I think I'll go 
for a wal�. This upsets me greatly, Nate. 
Grandma? 
Yes? 
Be sure to walk for me. 
(She crosses towards the kitchen 
door.) 
NATE 
ALMA 
(Stopping.) 
NA'I'E 
(ALMA very annoyed with this re­
mark stomps her foot and quickly 
exits through the kitchen door.) 
JENNIFER 
My, you do ha.ve a way of making a point, don't you? 
NATE 
Yeah, I get it from my grandmother! Oh, Jenny, if you only 
knew how hard it is. 
JENNIFER 
I do, �ate, and that's why I love you. I'm proud of the way 
you deal with the hardships--
NATE 
Aw, I deal with hardships just like anybody else . .  What do 
you expect me to do� 
JENNIFER 
Nate, it's more than that. You're doing it just to prove you 
can do it. 
NATE 
No I'm not. I do it because I want to and I have to. 
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JENNIFER 
And me? You're willing just to leave me? 
NATE 
Baby, I'm not going to .leave you. I just want to go out and 
get the work, and establish myself. 
Establish yourself? 
next. 
JENNIFER 
How?. By traveling from one place to the 
NATE 
That's just the job. Besides, you said you understood. 
JENNIFER 
I told 
·
you I would try and that's all I could do. But, I 
never had anyway of knowing that it would happen. One day you 
talk about playing in a symphony orchestra, the next day 
·composing music for the market, then yet another day, it's 
finishing up school for your degree so you can teach. How 
could I know that this would become a reality.when each day 
it's from one thing to the next? 
NATE 
It's all part of my plan. I'm going to use this experience 
to make money and learn the market. Then, I can get settled 
and buy some instruments�- so I can do what I really \vant, 
compose. But, I have to get the footing first. Right now, 
I'm nothing-- I'm broke. I have no assets: 
JENNIFER 
Why cari.'t you let me help us get established like that? 
NATE 
Because I don't want you tb offer me some kind of charity 
service. I have to do it on my mm. 
JENNIFER 
It's not sOme empty gesture of charity that I'm offering. 
It!s simply us building our lives together so '"e can exist 
together. Is that such a horrible thing? 
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NATE 
No, it's wonderful! ... for someone so iriclined to just wait 
for others to do for him! 
JENNIFER 
You are so thick-skulled sometimes. 
NATE 
Don't you realize how important this is to me? 
JENNIFER 
Yes, and I also know it's something in .which all the impor­
tance stacks up for you-- for you alone .  
(Pause.) 
NATE 
Yes, perhaps you're right, .. 
JENNIFER 
And alone you might find yourself. 
NATE 
What? 
JENNIFER 
You leave, you're gone-- which way you go I will not be able 
to know or experience... Can't you wait? 
I've waited long enough. 
NATE 
(A moment of silence. MRS. WHITLOW 
enters. She has changed into a 
handsome conservative light blue 
suit.) 
MRS. WHITLOW 
So, I'm ready i;o go ... Are you sure you still want to go? 
JENNIFER 
Yes, it's imperative that I go into the city today. I have 
an appointment with the dean of the school. 
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NATE 
Look, we'll all sit down and discuss this thing this evening 
when you get back. I'll be here, don't worry. 
All right. 
Bye, Nate. 
JENNIFER 
(She crosses to the stage right 
door.) 
MRS. WHITLOW 
(She crosses to the stage right 
door .. Both JENNIFER and MRS. 
WHITLOW exit. The lights dim.) 
END OF SCENE ONE 
20 
(I-2-17) 
SCENE TWO 
(The time is 1:00pm that same 
day. The �ction takes place in 
a park located in the city. There 
is a park bench in front of the 
proscienium. MRS. WHITLOW and 
JENNIFER enter from the back of the 
house, strolling through the audi­
ence towards the bench.) 
MRS. WHITLOW 
Wh�t did you �ring for lunch? 
JENNIFER 
Some cornbeef sandwiches, potato chips-- not much of a lunch. 
MRS, WHITLOW 
Oh, it was nice of you to think of it. We Were in such a 
hurry to leave. 
JENNIFER 
Yes, weil ... that seemed to be little of it-- that is, the 
confusion when we left. 
MRS. WHITLOW 
Oh, dear yes ... 
(Pause.) 
I thought things were going so well, with Nate's recovery and 
all. 
JENNIFER 
Nate's recovery? Ha: Really, you should stop looking at 
Nate as if he had some "disease". 
MRS. WHITLOW 
I didn't m�an it that way. 
JENNIFER 
But, it comes off that way, to Nate, from both you and your 
mother. It only makes Nate feel as if he is sick and drives 
him harder to get over something that isn't an illness at all. 
Really, he's anything but an invilid. 
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MRS. WHITLOW 
Oh, I know that. 
JENNIFER 
I'm sure you don't really think Nate's an invalid, but with 
someone who has limited mobility how you a�t towards him is 
very important. 
MRS. WHITLOW 
I know you're right, but ... 
(Pause.) 
Jenny, I wouldn't let this thing with Nate wanting to leave 
upset you. 
JENNIFER 
(Both MRS. WHITLOW and JENNIFER sit 
on the bench.) 
I'm not worried. Other things are going well for me. The 
appointment I had with the dean of the medical school was very 
successful. I got an excellent· rating· for my internship at 
the �linic. It's all downhill from here on out. 
MRS. WHITLOW 
Congratulations� 
JENNIFER 
Thanks. 
(Pause.) 
You know, you're the one that seems the most worried about 
this thing with Nate. 
MRS. WHITLOW 
Well I am, of course ... a little. 
JENNIFER 
Elizabeth, it's more than just ''a little". 
I wouldn't say that. 
(JENNIFER removes their lunch from 
a paper bag. ) 
MRS. WHITLOW 
(Defensively.) 
JENNIFER 
00? I've never seen you fret so. 
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MRS. WHITLOW 
Now stop if, Jennifer. I'm fine. 
Well ... 
Potato chips? 
No ... no, �hank you. 
JENNIFER 
(She passes �IRS. WHITLOW a. sand­
wich.) 
1-JRS. WHITLOW 
JENNIFER 
Oh come on, Eli�abeth, what's bothering you? It's more than 
Nate leaving, isn't it? 
MRS. 1\'HITLOiV 
No, no, it's not. I'm ju�t a mother who's concerned about 
her son, that's all. 
(They eat in silence. MRS. WHITLOW 
nibbles at her sandwich.) 
JENNIFER 
I really can't be too upset with Nate wanting to perform 
muSic. It's truly what he loves to do. I'll never forget 
that day when Nate played the guitar in the hospital. What a 
moment that was. The quiet of the hospital suddenly filled 
with beautiful mUsic. 
(Pause.) 
I brought him that guitar-- as a sort of spiritual therapy, 
you �ight say. (She laUghs.) I suppose it was good for the 
both of us because we then fell madly in love. 
(She laughs again, then pauses to 
reflect. ) 
After Nate had practiced for a time, and had gotten back his 
form, I wheeled him around to the children's ward.  I couldn't 
believe it, eight little boys" pain was soothed by Nate's 
music. You would have been proud of him. 
MRS. WHITLOW 
Yes ... 
JENNIFER 
Gee, you didn't even hear a thing 
�oesn't the sandwich tiste good? 
said. What's the matter, 
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MRS. WHITLOW 
Oh, yes of course ... 
JENNIFER 
You haven't even touched it. 
(�ENNIFER eats some more of her 
. sandwich, then stops.) 
Elizabeth, I don't know your mother th·a t well so I was won­
dering if you might speak to ·her ... on my behalf, without 
her knowing about· it, that is.. . It concerns something she 
alwajs says to Nate. 
MRS. WHITLOW 
. I can't promise anything. 
JENNIFER 
It's a little touchy, I realize... And I know very little 
about th� facts-- but ... Alma is constantly relating Mr. 
Whitlow's leaving his family to the time Nate left before 
the accident. It really upsets--
MRS. WHITLOW 
(She rises trying to control her 
tears.) 
Everything seems to be coming down on· me at once ... 
JENNIFER 
Hey, I'm sorry-- did I say something wrong? 
MRS. WHITLOW 
(She begins to cry.) 
No ... no ... you couldn't have known... I mean, you just 
don't know .. . 
JENNIFER 
Youire right, I don't know� But what. I do see ia the shadow 
of some dark secret. 
MRS. WHITLOW 
Look at the thunderheads on the horizon. That's in the dir­
ection of our house. I suppose it's going to rain there soon. 
JENNIFER 
(She rises and turns MRS. WHITLOW 
around to face her.) 
�ou had better level with me, Elizabeth. 
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JENNIFER 
(Pause. MRS. WHITLOW breaks down 
crying and embraces JENNIFER.) 
Let's sit down, honey. 
MRS. WHITLOW 
Jenny, do you know what day this is? 
JENNIFER 
No, what's so special about it? 
MRS. WHITLOW 
This is the day Nate's father had to leave ug ... sixteen years 
ago, today. 
JENNIFER 
Oh, no ... I'm sorry I had no way--
MRS. WHITLOW 
I know ... What an irony for a day you'd like to forget visit 
you again. 
It's not the same. 
Oh, yes it is� 
JENNIFER 
MRS. WHITLOW 
(Vehemently.) 
JENNIFER 
Elizabeth, how can you say that-- a�out Nate? He's not just 
walking out� 
MRS. WHITLOW 
(She la�ghs almost maniacally.) 
Who said I was talking about Nate? 
JENNIFER 
You said it was the same as Mr. Whitlow walking out: 
MRS. WHITLOW 
And whoever .said Mr. Whitlow just, "walked out"? 
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Well, I don't know... I just hea�d it-- from Alma. 
MRS. WHITLOW 
(I-2-22) 
Oh"yes, Mother's point of view! Did you ever think of asking 
me?· 
JENNIFER 
As a ma{ter of fact, I have. But, I didn't think you'd like 
it. 
MRS. WHITLOW 
Well then� you will know. No, .. Ernest didn't just desert 
us. He was dr{ven out. 
JENNIFER 
Dri�en out? By who? 
MRS. WHITLOW 
By ... Mother. Yes, it's true. Mother drove Ernest away. She 
insisted on putting him through school so he could get a better 
position in the fa6tory ... much like she's doing with Nate and 
his f�ture. And Ernest, like Nate, resented Mother's plans 
and refused to have anything to do with it. And so ... they 
argued and �rgued and argued, until ... he left. I never have 
blamed him really. Could I have been the one who left, I 
would have.· 
JENNIFER 
Then why didn't you? 
MRS. WHITLOW 
It takes strength that I just don't have. 
(A long silence.) 
That's not all, Jenny. 
JENNIFER 
There's more? Tell me what it is .. 
MRS. WHITLOW 
It'B about this Webber fellow. ·Jenny, I'm not one hundred 
percen-t sure that he's the same man, but if he's the same 
CV�e, ·he's certainly no good for Nate. A few years ago, I took 
26 
(I-2-23) 
notice of a news story concerning a young man in a rock band 
because it was around the time when Nate left home to play 
in one of those bands-- So, naturally I was curious. 
JENNIFER 
And? 
MRS. WHITLOW 
I could only think of the wor�t with Nate. being so young to 
be on the road playing in one of those bands--
JENNIFER 
Please, Elizabeth, we've got to think about Nate now! 
MRS. WHITLOW 
All right. I believe this Webber ii the same man who was ac­
cused of murdering a man over something to d6 with drugs. 
JENNIFER 
Didn't he stand trial? 
MRS. WHITLOW 
No, there wasn't enough evidence. The police dropped the 
case. The man had ah alibi-- but still--
JENNIFER 
But still, Nate's thinking of leaving with this man! 
MRS. WHITLOW 
Jenny, what are we going to do? 
JENNIFER 
We're going to get oursel�es hom� and tell Nate about this 
before it's too late. 
MRS. WHITLOW 
Jenny, you might be overreactihg. I could be completely wrong. 
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JENNIFER 
Maybe so, but I'm not taking any chances with the one·person 
I love more .than anybody else in this world. Let.' s get home� 
(JENNIFER and HRS. 1\'HITLO\V exit as 
the lights fade.) 
END OF SCENE TWO 
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SCENE THHEE 
(The time is late in the afternoon 
that same day. The action takes 
place in the Whitlow's home. NATE 
and ALMA are present.) 
NATE 
What could be keeping them? 
ALMA 
I don't know, but I wish they would get here before--
NATE 
Webber will be here any minute now. That will be a fine 
"howdy-do'' if Mother and Jenny come home after I've left. 
ALMA 
You wouldn't leave without �aying good-bye, would you? 
NATE 
Grandma, Webber said over the �hone that we had to hit the 
road as soon as possible. There's nothing I can do about it. 
ALMA 
Oh sure, when Nate's ready to go is more like it. I just 
don't understand it, I never raised you to be so selfish. 
Where did I fail? 
NATE 
One place you failed is by trying to be my mather. And the 
second place you failed is by trying to be me! 
Oh, fiddlesticks on you! 
AU! A 
(ALMA crosses to the door and looks 
outside. NATE crosses to his bed 
and opens a suitcase looking through 
it 0) 
ALMA 
You can't wait to leave, can you? 
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NATE 
And you're not going to make it any easier for me, are you? 
ALMA 
After se�ing you-fail once, as you sit there in that wheel­
chair, I can in no way support your leaving. What you need 
is right here, a family, a future wife, ap-
NATE 
Stop. There's one thing that is not here and that's my heart. 
It's out there, waiting to play-music .. 
ALMA 
Bah! Drinking, late �ight affairs, drifting from one place to. 
a�other-- Nate, those sort of things don't make a person's 
heart, they only steal it. 
(Pause.) 
Besides, dOesn't it matter about the people whose hearts you'll 
break by leaving? 
NATE 
I can't �e respOnsible for that. All I'm asking from any of 
you is t6 support me, give me your blessing, that's all I ask. 
AUlA 
Well, there's more to it than.that. I believe you're beholding 
. to some folks. 
· 
Like who? 
NATE 
AUlA 
Like those nice people who built the wheelchair ramp for you 
off the porch. 
NATE 
Oh brother ... those "nice people" are from a government agency. 
AL�!A 
And so they're obliged to help, is that it? 
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NATE 
You're damn right because I paid for it! 
Oh? How's that? 
ALMA 
NATE 
Not only did. I pay a healthy .sum of taxes when I was �laying 
before the accident, but those "riice government people" made 
me liqfi date my assets to pay doctor bills-- which meant al­
most all of my musical instrument�! 
ALMA 
That seems like a fair price for your blunders! 
NATE 
(Raising his voice:) 
As if my legs weren't enough! Christ, it took years to 
le�rn h6w to play the saxophone, violin, the stand-up bass, 
and on and on. and on! Those instruments were the same thing 
is limbs of the body to me! 
· 
ALMA 
Yes, but you would never have lost those limbs had you beeri 
taking care of your more vital limbs! 
NATE 
Grandma, why are you always rubbing salt into my wounds? 
ALMA 
(A scornful laugh.) 
Ha! "Rul;Jbing salts 
self-pity! 
in y6ur wounds"! Are you ever·full of 
Nate, just calm down. 
tle carried away there 
(NATE slams the suitcase shut. 
He takes it over to the door and 
deliberately slams it to the floor. 
He then returns to his bed to get 
his guitar.) 
Look, I'm sorry. I guess I got a lit­
with some of the things I said. 
NATE 
You haven't said one thing about why you dori'� want me to go 
other than some mumbo-jumbo about how I'm sure to fail, how 
I 'm sure to fall prey to every sort of evil lurking in th� 
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dark. As far as I'm concerned all I have heard is just a 
. bunch of superstitious trip e � 
ALMA 
Superstitious tripe? Ha! It's just common sense if you' 11 
. open your eyes. Not only are you leaving a family, but 
you're leaving one of the finest young women ever brought to 
God's green earth. Now that's just plain foolish! 
NATE 
If she loves me, she'll be there when--
ALMA 
Ha! Now there's a mouthful of tripe for you! Love is like a 
fire, it's got to be constantly refueled, and it has to be 
stood next to to feel its warmth. Love isn't some calculated 
'formula, as you might suppose, that works in theory while two 
people live miles, worlds apart from one another. 
(Silence.) 
NATE 
Humph! 
ALMA 
And about this job, the one the vocational rehab coun�elor has 
found for you, are you going to pass that up, too? 
NATE 
You mean �ass it by-- or pass it on-- to some other cripple! 
ALMA 
Wh� iou hateful little whelp! 
NATE 
Oh, come off it! Do you really think I would be. happy as­
sembling electric guitars in some sweathole factory? 
ALMA 
It's a respectable and secure job. You .should be grateful! 
It may ncit be exactly what you want, but �ou would learn to 
like it. I'm sure with your talent you'd find new �ays of 
making these guitars ever better than--
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NATE 
No! 
ALMA 
Don't be so stubborn and foolish! 
NATE 
Why? Only because you feel it's the right thing to do? 
ALMA 
Only because I know it's the right thing to do! 
NATE 
Well, all this doesn't amount to anything but idle chatter. 
(NATE takes his guitar over to 
the door.) 
ALMA 
You're so anxious to get away. What about Jenny and your 
mother? You'll not wait for them to come home? 
NATE 
Grandma, Webber will be here any minute,..-
ALMA 
(She flings the door open.) 
Where are they? For heaven's sake, Lord, bring them home be­
fore it's too late! 
NATE 
Before it's too late! I'm leaving, can't you get that through 
your head? 
Nate, . .  
What? 
ALMA 
(She closes the door. A short 
silence.) 
NATE 
AUlA 
�his Webber fello� is bad company--
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NATE 
Aw, I should have known this was coming. 
ALMA 
Don't tell me you're that blind? That man is nothing but a 
ruffian. You couldn't see that? 
NATE 
He was just taken off-guard, that's all. 
ALMA 
Taken off-guard? My, my,,, And what about Jenny, was he 
taken off-guard when he met her? 
NATE 
(Defensively.) 
What are you talking about? 
AL�IA 
Oh, come, come-- don't tell me you didn't catch that: 
Flirting with your fianc4e right before your very eyes! 
" I 'm sure we'll be· getting to know one another a lot better," 
he said. 
NATE 
So? 
ALMA 
So he's the type that would put a1knife in your back if he thought he cotild steal your fiancee from you. that's so what: 
NATE 
(Laughing,) 
You'll go to any exttemes won't you? That is just plain sil� 
ly. 
ALMA 
You listen to me: 
NATE 
What does it matter if he flirted a little bit with Jenny? 
She won�t be with me while I'm playing with this group. By 
the time Jenny and I can be together again, this guy Webber 
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will be a thing of the past. Don't think that I'm stopping 
with some small time rock 'n' roll band. No way, there's 
more. to be had and I plan to go after it, and, get it. 
ALMA 
Well, well, well... Who is the lesser of the two evils 
What--
All right, let's hit it. 
NATE 
(There is a knock at the door. ALMA 
and NATE freeze momentarily, then 
NATE opens the door. WEBBER enters. 
He is much agitated and hard-pressed 
to leave.) 
WEBBER 
NATE 
Do we have a few minutes? I'd like to wait until Jenny and 
my mother come home. I'm expecting them any minute now. 
IVEBBER 
What's the matter, you afraid to leave the old woman here by 
herself? 
ALMA 
I'll have you know I dan take care ot myself, young man! 
WEBBER 
I bet you can! 
NATE 
It's just that I don't want to leave without saying goodbye. 
WEBBER 
Gee� I can understand that, b�t we have to hit the road. I've 
got to do a gig tonight. I'm under contract. 
NATE 
Just fifteen minutes--
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WEBBER 
Look, are you coming or not? 
(Pause.) 
NATE 
All right. Let me take this stuff to your van. 
WEBBER 
I'll get it. 
NATE 
I thought you said I had to hold my own--
WEBBER 
Look, I don't have time to deal with heroics. It's faster 
if I do it myself, okay? 
All right. 
NATE 
(WEBBER takes the suitcase and 
guitar which is by the door and 
exits. As he exits, a small 
plastic bag falls from his pocket.) 
ALMA 
And you say that. man isn't rough? 
All right, so he i�. 
this line of work is. 
NATE 
He's under pressure, it's just the way 
I'm sorry he spoke so rudely to you--
ALMA 
Oh, you needn't apologize. There are other things for you 
to be sorry fdr, Nate! 
NATE 
Please Grandma-- I beg you, give me your blessing when I 
leave this time. 
ALMA 
How can I? You're running after some foolhardy pipedream 
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without giving one thought to ari.yone else in the matter. 
Just what do you expect? 
NATE 
Your love,.which means your support--
ALMA 
No! 
(Pause.) 
NATE 
You know something?· I just can't understand you. You weren't 
so anxious to have �e come back to live here after the ac­
cident. If I remember correctly, you instructed .Moth�r to 
just leave me there in the hospital. 
ALMA 
Until you could get around--
NATE 
You said forever! 
ALMA 
Weli, they weren't going to let you stay there forever. 
NATE 
That's right. I was discharged when I was able to care for 
myself, only, I had nowhere to go. You certainly �eren't 
welcoming me home at that time. 
ALMA 
What did you expect, a twenty-one gun salute? Welcome home, 
hero-- even though you'v� walked out on us, lived a wreckless 
life of sin, got yourself in an accident that has merely 
�rippled you for life; but, that's okay, everything will be 
all right, you've got a loving family you· can use. r·s · tha.t 
what you exp�cted from us? 
NATE 
There's no two ways about it., you ar.e a pure "bitch", 
(ALMA starts to slap NATE's face.) 
Here it is! Go ahead, slap the invalid around a little bit! 
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ALMA 
(Getting herself under control.) 
Don'.t you ever call me a thing like that again! Do you under­
stand? 
NATE 
I'm--
ALMA 
You just shut up and listen for once! You left us. Your 
mother and I are two p�ople growing old together, we have our 
house to keep. We just hadn't made arrangements for someone 
to be living with us. You have to understand ... before you 
left, I was willing to help iou-- but, you insisted on going 
off half-cocked, on your own-- an adventurer, a wanderer. 
Do you reilize that you denied me, Nate? 
NATE 
An �ye for an eye, and a tooth for a tooth! 
(Silence.) 
· 
Grandma, b�lieve me-- when I was in the hospital I did a lot 
of thinking about what went wrong. You're right, it was a lot 
of drinking and drugs that just go hand in hand with this 
whole �ock scene. But, it doesn't have to be that way. I'm 
stronger now. I can stay away from it becaus� of the le.sson 
I've learned--
ALMA 
Oh, Nate, Nate, Nate... You say that merely as an attempt to 
comfort me. 
NATE 
No, I mean it. 
ALMA 
In two weeks, who's to say you won't be gallivanting around 
with some drunken crazy at the wheel of an automobile and 
this {ime you lose your life? 
NATE 
I can say, and I say it won't happ�n! 
.(Pause. ALMA discovers the .plastic 
bag on the floor. She �rosses to 
it.) 
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ALMA 
What's this? 
NATE 
Let me see that. 
ALMA 
Oh, no ... 
(She begins to cry.) 
Oh, Nate ... how could you? 
NATE 
This has nothing to do with me! 
ALMA 
Oh, shut up! 
(Silence. WEBBER enters.) 
WEBBER 
So, what's left? 
ALMA 
(She hands WEBBER the plastic bag. 
This, Mr. Webber. 
. WEBBER 
Oh, Jesus! 
ALMA 
(To .WEBBER. ) 
I'll thank you to leave my hbuse as soon as possible and never 
return. 
NATE 
Grandma! 
ALMA 
Nate, you're a grown man. There's no stopping you. I realiz� 
this-� I can only say if you knew how broken my heart is now 
you'd ... 
(She breaks off. There is an uncom­
fortable silence. NATE and WEBBER 
continue to pack.) 
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WEBBER 
Anyway, what else do we have to put in the van? 
NATE 
Just my amplifier. 
WEBBER 
Hum ... how are we going to get that thing out of here? 
NATE 
Let's see ... I tell you what, you get one erid and I'll get 
the other end and--
WEBBER 
Hell, you can't lift that thing! 
- NATE 
Yes, I can. My arms are strong: 
ALMA 
(Sadly.) 
Nate, are you leaving without saying good-bye to Jenny and--
WEBBER 
Sorry, but we gotta--
NATE 
Yes, Grandma, I'm afraid so. 
WEBBER 
Hey, I just thought of somethirig. How are you going to wheel 
your chair if you've got the amplifier in your_hands? 
NATE 
Grandma can push me. 
AUlA 
No: 
WEBBER 
Am, come on lady, don't be difficult. 
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NATE 
Come on, Grandma'--
ALMA 
Don't tell me how to be, young man. 
WEBBER 
Just give us a hand, please. 
(At this point WEBBER has tilted 
the amplifi�r so one end is sup­
ported in NATE's hands. WEBBER 
is on the other end and lifts the 
heavy amplifier.) 
NATE 
Please, Grandma, give me a push! Thi� thing is heavy! 
ALMA 
Never, never, never! If you think I'll be a hand in this 
foolishness, you've got another thing coming! 
WEBBER 
Aw, come on, la�y! 
NATE 
Grandma, please this thing is hurting me! Just push! 
ALMA 
(Bhe hesitates then comes to NATE's 
aid none too happy about thi� con­
cession.) 
Oh, all right. But, you just lSave, go your own �ay, you hard 
headed mule! You've brought enough sorrow to this house al­
really ... Jennifer. . . Elizabeth .. . · please, hurry home ... 
Crhe lights begin to dim as WEBBER 
and NATE are seen carrying the 
amplifier with ALMA pushing the 
back of NATE's chair.). 
END OF SCENE THREE 
END OF ACT ONE 
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ACT TWO 
SCENE ONE 
(II-1-1) 
(The time is four months later, 
after midnight. The action takes 
place in the "Pier's End", a night­
club on the beach. A single spot­
light rises on NATE who is seated 
downstage left at a table. A 
single spotlight rises on JENNIFER 
simultaneously who stands down­
stage right. The rest of the stage 
remains in darkness. No attempt 
should be made to have NATE and 
JENNIFER physically relate to one 
another. The following is actually 
NATE recalling a past telephone con­
versation.) 
NATE 
Jenny, I'm sorry I left without saying good-bye, but my ride 
was ready to leave and I ... 
JENNIFER 
It's okay; our train was late. It's no one's fault. But 
couldn't you have waited? 
NATE 
Jim was hard-pressed for time. 
I see. 
JENNIFER 
(Pause.) 
Well, Christmas is in a few weeks. I guess we'll see you 
then. 
NATE 
I'm afraid we're booked �p solid ... until Easter. 
JENNIFER 
Oh, Nate: 
NATE 
Can't you come down here? 
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JENNIFER 
You .know how my schedule is at the clinic. 
(Pause.) 
NATE 
Hey, we can'� let this happen. Now 1 did this for yo�. I--
JENNIFER 
No, Nate Whitlow, be honest. You did it for you. 
(Pause.) 
1'11 always love you, no matter what happehs. But--
NATE 
But what? 
JENNIFER 
We knew this would happen. We're two very ambiti6us people. 
After my term here at the clinic is over the end of the 
spring, I'm returning to the city and finish med school. 
And ... 
NATE 
And what?: 
JENNIFER 
Please, don't make this hard--
NATE 
Speak plain, jenny. 
JENNIFER 
For hryirig out loud, Nate. You can't come here before Easter, 
I can't come down there .before the summer. Just what did you 
expect? 
(There is a long silence. NATE is 
deep in thought. JENNIFER delivers 
the following lines in refrain. As 
she begins to speak, the spotlights 
on the bar rise simultaneously. 
JENNIFER steps backwards offstage 
right as she speaks her lines.) 
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JENNIFER 
Maybe... Maybe, we'll cross paths again �ometime ... maybe 
we'll cross paths again sometime ... maybe we'll cross paths 
again sometime ... maybe we'll cross paths again sometime ... 
(The l�ghts are up full on the bar 
as JENNIFER has now exited. NATE 
and STAN COBB, owner and manager 
of the "Pier's End", are the only 
characters present. STAN crosses 
to"NATE interrupting hi� now lost 
in. thought. STAN is fifty. He is 
medium height, heavy set, and bald­
headed. He is wearing khaki pants, 
a sweater, and a bartender's apron. 
The interior of the nightclub has 
a bar upstage. There are bar 
· 
storils, glasses, bear taps, etc. 
There are three or four tables down� 
stage of the bar. One of the tables 
has the chairs placed on top of it. 
STAN now stands next to the table 
where �ATE is seated.) 
STAN 
Whew! We had a good night at the bar. How about a beer, 
Nate? 
NATE 
�o. Stan. M� usual ... water. 
Thanks ... 
(STAN goes to the bar. He gets a 
beer and a glass of water. He re­
t�rns to t�e table and is seated;) 
STAN 
You know, this beer ain't nothing bu� water--
NATE 
I �now. But it's a matter of conviction with me. 
STAN 
(Laughing.) 
Your grandfather a preacher or something? 
NATE 
As a matter of fact, he was. 
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STAN 
How .about that! See, I got insight! 
NATE 
(Laughing.) 
Sure you do, Stan. I told you that before ... 
STAN 
(II-1-4) 
Listen, I'm not trying to tread on any religious morals, 
but beer's good for you. 
NATE 
Religion has nothing to do with it. If I hadn't been drinking 
beer, I wouldn't be in this wheelchair right now. 
STAN 
It wasn't the beer's fault. You're the one who drank too 
much--
NATE 
Look! I'm here and that's all there is to it. 
STAN 
Okay. 
NATE 
I'm Sorry, I get edgy when I'm pressed ... 
STAN 
Sorry. But Nate, let me tell you something. In my twenty­
five years of serving beer over that counter I've never got­
ten drunk, not once! 
NATE 
Gee, that's really something. That's quite a discipline. 
STAN 
But buddy, I sure have stood there and drank plenty of beers! 
NATE 
That is truly amazing. hlaybe I can learn to control myself 
tp is time. 
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NATF. 
(He reflects for a. moment.) 
How about ... setting me up, Stan. 
STAN 
(Rising, going to the bar.) 
Coming up on the house� 
(II-1-5) 
(He returns 0ith a beer and 
passes it to NATE. NATE drinks.)· 
NATE 
This is good� I forgot how much I liked the taste. 
STAN 
That's a stout little Irish ale there; buddy. Chocked full 
·of protein. 
NATE 
Full of proteiri? 
STAN 
How do you think I stay in shape? I don't smoke cigarettes--
! walk places. Me and the old lady are ve�etarians. 
· 
NATE 
You don't fish? 
STAN 
No, I used to, but--
NATE 
I would never live at the beach and not fish� I rented a rig 
and went out on the pier today. 
STAN 
You're kidding me: Did you �atch.anything? 
NATE 
Naw, they had gale warnings out. I started to tip to the 
side once or twice. But stormy seas, they say, a·re the best 
fishing. 
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STAN 
Yeah, I've heard that, too. But look, you take it easy. If 
you blew off that pier, it would be all she wrote, 
NATE 
I can swim. (Sarcastically) It was part o� my physical 
therapy 101. 
STAN 
That's indoors, in a ni�e heated pool. The water's da�n cold 
this time of year! 
NATE 
I said I can swim! 
STAN 
Nate, you don't have to prove anything to me. The w�ter's 
cold for anyone. 
(STAN rises and moves about, wiping 
tables and placing the chairs on 
top of the tables. NATE sits si­
lently for a moment, drinking his 
beer.) 
NATE 
Stan, I was thinking about looking for a place around here. 
STAN 
You can't be thinking of settling down, not with a career 
like yours! 
NATE 
Tourist season �ill be here soon. could make a down pay-
ment on a place i� the fall, with no sweat. 
STAN 
Hum, you and your band sure are making the bucks. There's 
no denying that. 
NATE 
And so are you. 
47 
(II-l-7) 
STAN 
Hey, you ain't joking either! Anyway, I could see it. 
There's a place further out on the peninsula, real secure in 
the dunes, quiet-- and I don't think the owners want much 
for it. Hell, you could pay for a third of it in one season, 
as light as you live. 
NATE 
That sounds great. 
STAN 
But are you going to quit playing music? 
NATE 
Uh, no .. I'll keep playing-- to stay alive. That's all. 
STAN 
But why? You got a lot going for you. 
NATE 
I can get around easier here. Everything is ·"barrier free". 
I also got these balloon tires for the sand. For the first 
time, since the accident, I feel comfortable. 
(Pause.) 
You need to be comfortable ... 
STAN 
(He returns to the table.) 
What did you say? 
NATE 
Oh, nothing. I would like to spend next winter here-- maybe 
in that house. 
STAN 
Sure, we'll go out there in the morning and have a look at it. 
That would be great. There's very few of us who liv� around 
here-� permanently. 
NATE 
Just so long a� it's big Bnough .for my instrumehts. 
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STAN 
Yeah? What kind of instruments? 
NATE 
Well, for instance, a piano. have an old buddy I once 
played with. He got married and doesn't play anymore. So, 
he's fixing up his old upright and giving it to me; when I 
get a place of my own. 
· 
STAN 
Hey, what abou� your band? 
NATE 
What about them? 
STAN 
Are they going to go along with this no working in the winter? 
NATE 
There's no "going along with it". They work for me now. 
STAN 
You'd just dump them out of work? 
NATE 
That'S the way it goes. I see how much this accident has really 
robbed from me. It's taken my ability to enjoy things, and to 
be thankful for the talents I do have. My ability to play is 
only part of it-- What I really have, is the ability to write 
music. I want to get back into the classics, which means study, 
and time. I need that time, to get it all back. 
(Reminiscent and light-heartedly.NATE 
says, ) 
You know, I orice cursed my ability to play music, until jen-­
{NATE stops short and becomes silent.) 
STAN 
Hey, what's the matter. 
NATE 
Nothing. T6 answer your question, yes, I'll fire them. 
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STAN 
Gee, no holds barred. 
NATE 
No, it's not like that. It's just having something of your 
own. Like this place here. It's yours. It's the same with 
my music. 
STAN 
Yeah, I guess I can see i� that way. 
NATE 
Sure, and you keep building that little bit of yours, like 
you have with this place. 
STAN 
Thanks. I really enjoy making the joint classier. 
NATE 
I had an idea about something for this place today. 
STAN 
Yeah, what's that? 
NATE 
Put a deck out on the seaside and adjoin the pier. 
STAN 
Hum... Say, would you like i little toke of some whiskey 
befor� we talk on this? 
NATE 
No ... I'll have another beer. I thoUght you said you drank 
because it was good for your health. Whiskey and protein? 
STAN 
(He rises and goes to the bar. He 
pours a whiskey.) 
No, I have mj own special bottle under the counter. No one 
touches it. I pull it out only ·on special occasions. 
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NATE 
I appreciate that ... but, I'll have another little stout. 
STAN 
(He returns to the table with a 
beer and a whiskey.) 
And so tell me about this idea. 
NATE 
Anyway, .adjoin the pier and close it off at night�- to the 
public so that it becomes a part of the club. You sure 
would get a hell of a lot more people iri here. 
STAN 
Now wait a minute. I got a lot of buddies who fish o�� there 
at night. I'm not about to start charging them to go out 
there and fish. 
NATE 
I wasn't talking about getting rid of them. You've got to al­
ways let the old salts go fishing, for heaven's sake! 
STAN 
Listen to him. The "old salts". We aren't all kids around 
here, you know·. 
NATE 
Sure, I know that. Something else, too. Why don't yo1,1 put 
a little hut out on the pier, with a beer bar. If you close 
the pier to the general public, you make it part of the club. 
Stan; you could get a .lot more people in thii plac�. They 
could walk out on the pier ind--
STAN 
Hold on. It's been a long standing tradition for my buddies 
to fish.out there on the pi�r. 
NATE 
.How many buddies do you think fish out there all together? 
STAN 
Oh, I'� say fifteen to twenty, througho�t the week. 
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NATE 
Hell, let 'em in-- no charge. 
STAN 
It's not that. What about all them kids raising hell around 
'em? What kind of fishing would that be? 
What kind of fishing would 
when I would fish, I never 
beer along. Now how w.ould 
maybe have a waiter bring 
NATE 
it be? Let 
went without 
your buddies 
it to 'em·. 
STAN 
(Laughs.) 
me tell you, .before, 
taking a six pack of 
like that? Who knows, 
It sounds wild. Knowing my buddies, they'd love it-- being 
able to drink brews while .they was sittin' out there. Hell 
by closing it off to the public, the� could bring their bot­
tle along, legally! That would be one helluva bit better for 
'em. But I've got my people in {he daytime,· too. 
NATE 
Aw, just put up a gate. 
STAN 
� tell yo�, you've got a head on your shoulders-- at least 
for business. That's what we need around here. Say, Nate, 
you want to buy into this idea? 
· 
NATE 
Where'd I get the money? 
STAN 
If you bought that place, you'd have some collateral to set 
down on a loan. Do you think you dould get one? 
NATE 
I don't know. Maybe I could get my grandmother to co-sign 
with me. She owns my mother's house lock, stock, and barrel. 
Hell, there's no. tellirig with her; that damnable stamp of ap­
proval! 
STAN 
What are you talking about? 
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NATE 
Oh, nothing. just got sidetracked. 
(A very lorig silence.) 
The waves. never stop breaking, d.o they Stan? 
STAN 
That's what the ocean is all about, buddy. 
(II-1�12) 
(There is a short moment of si­
lence� The two men smile, salute 
with their glasses, arid finish 
drinking. As the lights fade, the 
sound oi th� rumbling sea is heard.) 
END OF SCENE ONE 
53 
(II-2-13) 
SCENE T\1'0 
(JENNIFER, MRS. WHITLOW and ALMA 
PERRY are seated at a wooden table 
which is located out of doors in a 
state park. There is a lak� near­
by on this warm, breezy, sunny day. 
The time is two months later in the 
spring. The three women are just 
now finishing a light meal. Among 
th� contents of the meal is a bot­
tle of Moselblumchen wine.) 
ALMA 
I'm so glad the three of us could be together today. 
JENNIFER 
It seems there's never time to �top. 
ALMA 
Why do you work yourself so hard then? 
JENNIFER 
I don't know. The work's there-- so I do it. 
ALMA 
Ha, ha. Jenny, you have such a sense of humor 
(Pause.) 
That was excellent potato salad. 
JENNIFER 
Thank you. 
MRS. WHITLOW 
By the way, did you find a place to live when you were in the 
city the other day? 
JENNIFER 
Yes, as a matter of fact I did. A nice two b�droom apirt­
ment only a few blocks from school. 
AU!A 
Two bedrooms? Are you going to find someone to share it with 
· y'ou? 
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JENNIFER 
No. 
ALMA 
Why.do you need all that room? 
JENNIFER 
I just like having plenty of .room. 
MRS. WHITLOW 
Mother, what .difference does it make? 
AU·! A 
Please Elizabeth, no fussing .today... You know, even though 
we don't see much of You Jenny, I think the three of us have 
grown closer together. That is, sine� Nate left ... 
JENNIFER 
Shouldn't we pack this stuff away? It might �ain soon . 
. ALMA 
Nonsense, there's not a cloud in the sky ... I'� like to re­
lax ... Now say, aren't we going to open this bottle of wine? 
It seems so right to have it. 
Bere, I'll open it. 
That sounded nice . 
It must be a good year. 
MRS. WHITLOW 
(JENNIFER rises and clears some 
of the dinner0ire from the table 
from the table. MRS. WHITLOW is 
standing as she opens the bottle 
of wine.) 
MRS .. WHITLOW 
ALMA 
JENNIFER 
Oh, but you can't tell �ntil you taste it. 
(II-2-'15) 
ALMA 
I've never been an �xpert on wines. I'v� had a limited ex­
perience with wines, that is, limited to communions in the 
church. 
JENNIFER 
(She tastes the wine.) 
Oh yes, this is a good bottle, 
(She pours three glasses-full. 
Each woman takes a glass and. they 
then toast.) 
ALMA 
To a long and happy friendship-- to the three of us! 
(The three women drink their wine.) 
I don't know, but there seems to be something special about 
the three of us together-- just us women. It's kind of nice 
.not to have a man around, looming over us, making us feel 
like prisoners of our own sex--
(JENNIFER giggles.) 
Did I say something funny? 
JENNIFER 
Well, yes, .. it �ounded funny to me. I must confess, I've 
never felt like a "prisoner of my own sex" around any man. 
If anything, I feel a lot freer around men. 
ALMA 
Humph! The way the three of us have seen them leave, in one 
form or another, I'm surprised to hear you say that. 
�IRS . II'H I TLOW 
Oh? You think Jenny should feel really free now, is that it? 
JENNIFER 
I don't mind telling you ... No, not at all ... It hasn!t 
been the best feeling in. my life. Nate never writes. Some­
times he calls me . . .  He sounds as if he's happy, so I'm 
happy for him. 
ALMA 
Well! That hardly says anything about how you feel. �he 
question is, are you happy? 
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JENNIFER 
Sure, I have a lot of things to be happy about . .  rn about a 
year and a half, I'll be a doctor. Hallelujah: 
(Pause. She pours. more wine for 
MRS. WHITLOW and. herself.) 
ALMA 
I suppose not e�erything can wori out. I had hoped--
t think we ought to pack 
MRS. WHITLOW 
up our picnic. 
(JE�NIFER and MRS. WHITLOW im­
mediately rise and began to pack 
the picnic away in a basket.) 
ALII A 
You alway� interrupt: What's going on here? I would �ike 
to sit and relax without all this business goini on around me. 
What are you two up to any�ay? 
11RS. WHITLOW 
What do you mean, Mother? 
AL!,IA 
You know perfectly well what I mean: 
(Pause. ) 
MRS. WHITLOW 
You continually h�rp on Nate's leaving and how awful it is, 
and so on and so on. I've heard enough about it. It's a 
dead issue. 
ALMA 
Oh? 
JENNIFER 
Alma, she's right. 
ALMA 
So, the two of you have been cooking this up. eh? Just let 
sleeping dogs lie, is that how it's going to be? 
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JENNIFER 
For right now ... it's the best way. 
ALMA 
The best way? Well, that only makes me wonder if you really 
want Nate back at all. 
JENNIFER 
I� it works out, than all right--
ALMA 
.!.f, if, if! It either works or it does not. You should have 
told him a lohg time ago to get his little fanny home. If 
were you, I wouldn't make the same mistake Elizabeth made. 
Her man just up and left. 
JENNIFER 
I'm sure Elizabeth had decisions to make in that case, just 
as I have to make with Nate. And I'll make them on my own 
accord. 
ALMA 
You'd do with some sound advice. And as far as Elizabeth is 
concerned, she had no choice in the matter whatsoever. If 
she had, perhaps things would have turned out better for her. 
Wouldn't you agree, Elizabeth? 
· 
(MRS. WHITLOW does not answer.} 
Well, Elizabeth? 
(Again MRS. WHITLOW does not answer.) 
What's the matter, girl, you can't speak? 
MRS, WHITLOW 
i don't have anything to say. 
(MRS. WHITLOW pours herself another 
glass of wine.) 
ALMA 
Of course you don't; you iet things get beyond your control. 
I'd hate to see Jennifer make the same mistake. 
JENNIFER 
Why are you so sure she.made a mistake? 
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MRS. WHITLOW 
Jenny, please ... 
ALMA 
Now,· now, Jennifer. You know very little about this matter. 
This was before w� knew you. 
JENNIFER 
Apparently I know more about it than you do. 
ALMA 
(She bursts into laughter.) 
You young people think you have all the answers! 
MRS. WHITLOW 
Jenny, calling up ghosts from the dead will accomplish abso­
lutely nothing. 
JENNIFER 
Ghosts from the dead, Elizabeth? The ghost is you! 
MRS. WHITLOW 
Me? 
JENNIFER 
Yes! 
(Silence.). 
You could esta�lish once and for all that you are your own 
person, contrary to--
MRS. WHITLOW 
Stop it! 
.ALMA 
What in the world are you two talking about? 
JENNIFER 
You think I don't know what happened, don't .you Mrs. Perry? 
I know for a fact that what happened between Mr. Wh�tlow and 
Elizabeth was exactly as Elizabeth wanted. it. . 
(MRS: WHITLOW turns away. JENNIFER 
moves to MRS. WHITLOW seeking sup­
port. MRS. WHITLOW does not re- · 
spond.) 
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ALMA 
Hardly. He took off on his ,own steam, just like Nate. If 
she had been a real woman, she would have stopped him and set 
him back on the right path� �ow what do you say to that,· 
young lady? · 
Well, Jennifer?· 
(�ENNIFER does not answer.) 
MRS. WHITLOW 
(Turning back.) 
What in the name of God are you talking about? The right 
path? The one you had all planned out for him? 
ALMA 
Elizabeth, there's no use in upsetting yourself--
MRS. WHITLOW 
·If you only knew how important it is for a person to make 
their own decisions, my life, Nate's life, everyone's life, 
wouldn't be �s it is� 
ALMA 
Here we go again, .always blame the "old woman". 
MRS. WHITLOW 
It's true, it's true. Ernest left because of you� 
ALMA 
Elizabeth, sometimes you can b� so silly� Do you realize 
what you arS saying? 
JENNIFER 
She's not really being .silly. 
ALMA. 
Really, I never knew you felt this way about the whole thing, 
Elizabeth. 
�IRS. WHITLO\'i 
Feel this way? This is the truth� 
AUlA 
&o you really believe in your mind that Ernest left beca)..lse of 
me. 
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MRS. WHITLOW 
No, no, no! He did leave because of you! 
ALMA 
No! 
MRS. WHITLOW 
Yes! It was something we decided together. Ernest and I 
knew he had to leave, to live his own life without constantly 
having to struggle against your will. 
(ALMA is mute.) 
Do you hear me? Do you realize what I'm saying? 
(MRS. WHITLOW once again retreats. 
She is attempting to control her 
tears. There is a slight pause.) 
ALMA 
This just can't possibly be true ... 
JENNIFER 
Now you must see how important it is for someone to make 
their own dec�sions if she's kept this a secret for so long .. 
ALMA 
Yes ... it must be then ... 
(ALMA rises, somewhat aggressive.) 
ALMA 
Then why have you put up with me all these years, you damn 
silly girl? 
MRS. WHITLOW 
(She turns back to ALMA. JENNIFER 
is positioried between MRS. •HITLOW 
and ALMA.) 
Because you need me, that'� why! 
(ALMA PERRY drops to the bench of 
the table and cries. MRS. WHITLOW 
is still crying. JENN[FER places 
her arm around MRS. WHITLOW's 
shoulder and they sit. JENNIFER. 
then places her other arm around 
ALMA PERRY's shoulder and holds 
both wOmen tight as the lights fade.) 
END OF SCENE TWO 
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SCENE THREE 
(The action takes place inside the 
"Pier's End" nightclub. Last call 
has. passed and STAN is closing the 
bar. A few stragElers exit saying 
their "good-byes"·. WEBBER and NATE 
are packing away their instruments. 
The time of the action is late May.) 
WEBBER 
The people are really coming in now. 
NATE 
Summertime and sunshine. 
(Pause.) 
WEBBER 
We're really not together anymore, are we? 
NATE 
What do you expect? 
WEBBER 
A little life-- but not zombied out. 
NATE 
Hell, Jim, listen to the music we're playing. It's.so damn 
awful! Doirig the disco shark is not my cup of tea. 
WEBBER 
Hey, listen, those people out there are paying our way--
NATE 
Who is ieally paying, buddy? Us ot them? 
WEBBER 
Sure, it's e�sy to talk about playing music for the �rt and 
those &ighfalutin ideals. But, it ain'.t an easy thing to 
do when you got to pay bills and eat! 
(NATE hooks his guitar case onto 
a special peg located on the back 
of his wheelchair. He wheels to 
the bar. STAN gives him a beer. 
They exchange a tireso�e .look.) 
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NATE 
Well, here goes that job I said I would do. 
S.TAN 
Steady riding, buddy. 
(WEBBE'R has crossed to the bar. 
STAN then serves WEBBER a beer.) 
WEBBER 
What job, Nate? 
NATE 
I'll tell you straight out. I'm looking into some other in­
terests. 
WEBBER 
Yeah? Well so far you haven't been too straight. What do 
you mean, other intere�ts? 
NATE 
Like going to New York, for one thing. 
WEBBER 
To do what? 
NATE 
To work in a recording studio. 
WEBBER 
What? 
STAN 
Hey, Nate. What are you doing? All the plans we had have 
been finalized. W� got a partnership coming on this winter . 
WEBBER 
A partnership, eh? You never said anything to me about that. 
NATE 
So what? What ·qo I have to do, tell you everything? 
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WEBBER 
When it's in the interest of the band, hell yes. 
NATE 
You listen here. It's in the interest of m�, got it? 
WEBBER 
I'm not believing this. 
STAN-
I ain't either. What about next winter? 
NATE 
(II-3-23) 
Next winter is a long way off, Stan. I'm honoring the part­
nership-- don't worry! 
STAN 
Okay, but we better make sure of some things first--
NATE 
Stan, I said, don't worry about it! 
STAN 
All right, all right. 
NATE 
I gave my word, and my word is good. 
WEBBER 
That depends on how yo� look at it. 
NATE 
Yeah, and y6u have a funnj way of ldoking at it as far as· 
I'm concerned. 
WEBBER 
It does seem to be your only concern. 
NATE 
'Mp.n, I never made any pledges of allegiance to the "group"-­
other than to play good music. But what is the crap 'Ne're 
playing now? 
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WEBBER 
Wise up; the audience determines what we play. 
NATE 
In some cases that's true. But I view those incidences as 
being very desperate cases! 
WEBBER 
You're saying we're desperate? 
NATE 
Hell no, just pathetic. 
WEBBER 
Yeah? Where else do you think you are going to play? 
(A iong-silence.) 
NATE 
As I said, I've got concerns in the city. 
WEBBER 
(He grumbles.) 
Humph .. , · 
NATE 
Besides, I didn't say that I was quitting tonight... But, 
things are gOing to have to change. That· is, if you're going 
to hold my interests. 
WEBBER 
What things? 
NATE 
Like quitting next winter and spending all our time writing 
.our own mus.ic. New and fresh ·music. 
WEBBER 
Ha! And where will we get the cash to do that? 
STAN 
That doesn't s6und like such a bid idea--
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WEBBER 
Just fade out, Stan! 
STAN 
Shee, I'm only trying to help--
WEBBER 
No one asked for it! Well Nate, you didn't answer my question. 
Where's the_money going to come from? 
NATE 
The money? I've been saying beaucoup bucks--
WEBBER 
Hell yeah you got bucks! You don't do anything but piddle 
around and fish. You don't get high or chase any women. 
No wonder you got bucks! What about the rest of us? 
What do you want me to do? 
Baby you along, scold you? 
NATE 
Teach you how to save your money? 
Tell you what to do? 
WEBBER 
No way, I'm still leading this show. 
NATE 
Ha! Is that why we play all the music the way that I arrange 
it? 
WEBBER 
Look Nate, we got a ·good thing going here with steady dollars 
rolling in. For christ's sake let's keep it that way. 
NATE 
I'm telling you, Lt's got to get better. 
WEBBER 
·And after all we've done for you. 
(There is silence. Then NATE rolls 
straight towards WEBBER leaping out 
of his chair. The dead weight of 
his legs brings NATE to the floor 
w�th WEBBER. STAN rushes around the 
bar and separates the two men.) 
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STAN 
I'm buttin' in 'cause there ain't going to be no fightin' in 
her.e! 
(WEBBER rises and backs off.) 
Here, Nate let me help you--
NATE 
Get away! I'll crawl, darnni t! 
(Laboriously, NATE crawls back into 
his chair.) 
STAN 
In all my years, I've never a llowed fighting in here. I've 
hosted nothing but gentlemen. 
WEBBER 
Look Nate, if you leave you're screwing the group. Because 
whether you want to admit it or not, we have helped you "get 
back on your feet", so· to. speak. 
NATE 
I've taken care of myself 100%, buddy! 
WEBBER 
Ha! I gave you a place to stay until you found one of your 
own. 
NATE 
The same as you would have done for anybody Blse. 
WEBBER 
Well, I don't know ab6ut that ... 
NATE 
Bull! You needed someone who could play the guitar. 
WEBBER 
All right, maybe I said something wrong. I'm sorry. 
NATE 
Yeah? Let me tell you something, pal. 
fpre,. "after all we've done for .you". 
I've heard that be­
l could have lived 
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ih a motel at that time for less than I did at your place. 
You aren't some charity organization. 
WEBBER 
Hey, look Nate, I just got a little hot there. I didn't 
mean what I said to be taken this way. 
The hell you didn't .  
crippled that they're 
us do the smallest of 
NATE 
People ·like you love to remind the 
always beholding to someone for helping 
things! 
(Silence.) 
WEBBER 
Okay, Nate, I'll think over your ... proposition. 
(WEBBER gathers his guitar case 
and exits.) 
NATE 
It's ridiculous. If you're crippled, you're suddenly in 
debt to half the world for their "kindness". 
STAN 
It has nothing to do with being crippled, Nate. 
NATE 
Don't tell me it--
STAN 
I will. I know. I own this bar and pier, and half the world 
acts like I owe 'em something because of it. People are just 
that way. They always make you feel obliged for something. 
NATE 
Yeah ... I suppose so. 
STAN 
Hell, I wouldn't worry n6ne about that band. It'� about time 
someone told them to get their asses. in gear. 
NATE 
Christ, how can someone become so comPlacent .. , I just don't 
understand ... 
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STAN 
Eh, the world is just small enough for some people. 
NATE 
Yeah? Well, it isn't big enough for me! 
STAN 
All right, all right. You've made your point ... Say, you 
want another beer? 
NATE 
Nope. I guess I'll be pushing off now. 
STAN 
Why don't you wait about twenty minutes; I'll give you a lift 
home. 
NATE 
It's only a few blocks. The air will do me good. 
STAN 
Hey, you must be tired. 
NATE 
Sort of. I'm more tense than anything else. After that 
spiel Webber laid on me-- I'm still a little hot. 
STAN 
Don't go and get too hot. That Webber is no one to be foolin� 
arourid with. He's been known to mess a few people up. 
NATE 
I hope he's got more backbone than that! 
STAN 
That's just it. He's like a jellyfish, and just about as 
worthless. Make it a clean break, Nat�. for your own good. 
NATE 
Aw ... 
69 
(II -3-29) 
STAN 
Look, I'm serious. 
NATE 
It's okay, there's no problem. I'� not one to hold a grudge. 
STAN 
Yeah, but your bullheadedness makes up for it. 
NATE 
What? 
STAN 
Yeah, you're tough as nails. Especially the way y6u went 
after Webber. I couldn't believe my eyes. I've always 
admired that spirit in you. 
NATE 
You know Stan, you're getting more and more the "sentimental 
old man" everyday. 
STAN 
Give me a break, I'm serious. 
NATE 
Sure 
(He starts to exit.} 
STAN 
Really, I don't mind giving you a lift. Just wait up for a 
few minutes. 
NATE 
No, I prefer to roll. It isn't far.:. 
STAN 
Yeah, I guess so. Say, what is this business about New York? 
NATE 
I'd rather not say now. 
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STAN 
Hey, come on, 
NATE 
All right, but this. �s just between us-- A representative 
from a record company approached me about a job as a studio 
musician. There's more money, opportunity, and�-
STAN· 
I'm sure it's all good, whatever the advantages are. 
NATE 
But don't worry about our partners6ip. It stil� �tands. I'll 
probably have the jack by then. 
STAN 
I hope. I'm looking forward to remodeling this place, But 
gee, do you really want to leave here? 
NATE 
'No, not really. 
STAN 
Then bow come you are? 
NATE 
Stan, if you had no other position for your body to be in 
other than sitting, you'd understand why I hate this compla­
cent scene so much. 
STAN 
You have a good point there. But you perform almost every 
day. If that ain't doing--
NATE 
Sure, and I love to p�rform. It's ju�t that ... 
STAN 
What? 
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NATE 
Well, I'm having some �oubts. 
STAN 
Yeah? Like what? 
NATE 
I don't know what it is. It ·just seems like I'm more of a 
spectacle than a performer. Know what I mean? 
STAN 
Naw, I just stand behind the bar. 
Yeah ... 
Well, so long. 
Good night, Nate. 
NATE 
(Pause.) 
ST.<\N 
(NATE exits. STAN is wiping the 
bar with a rig a� the lights dim.) 
END OF SCENE THREE 
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SCENE FOUR 
Morning, buddy. 
Huh? 
Having any luck? 
Huh, no ... not a bite ... 
(The time is the following day 
around 6 am, shortly before sun­
rise. There are three benches 
placed downstage along the pro­
scenium which represents the pier 
at STAN COBB's establishment. 
NATE is fishing from the pier. 
He is more absorbed with the 
rising sun over the water than 
his fishing. A small, frail mari, 
in his late forties, enters from 
downstage left. He meanders 
along the pier before reaching 
NATE. This man is PETER SIMMONS. 
PETER SIMMONS wears a wind parkl 
which is dirty and tattered. He 
is baldheaded and has few teeth. 
His back·is slightly crooked.) 
SIMMONS 
NATE 
SIMMONS 
NATE 
SIMMONS 
Heh-heh, you look like you been sleepin� here. 
NATE 
Naw. . .  Sometimes some big blues run through here. 
SH!MONS 
But you gotta be alert for 'em... Ya need to be on your 
toes ... if you're gonna catch 'em ... 
(NATE continues fishing ignoring 
SIMMONS who is standing glaring at 
him.) 
Y<::Ju say you come out here a lot?· 
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NATE 
I didn't say ... 
SIMMONS 
Oh, yeah ... 
(Pause.) 
Say, ain't you that fella that plays the guitar in that club? 
NATE 
Yeah, I work there. 
S�M�!ONS 
Oh, yeah... I seen you before. 
NATE 
Umph, mostly kids go there. When have you been in there? 
SIMMONS 
Uh, well, I haven't really heard you play ... I just ... se�n 
you around. 
NATE 
I see.· 
SIMMONS 
Uh, sa1.�. your name's Nate, ain't it? 
NATE 
Yeah... How come you're asking so. many questions? 
SIMMONS 
Uh, well, you see ... I'm one pf your admirers, from a dis­
tance that is. Yeah... I just wanted to make sure {t was 
you. 
NATE 
Oh ... 
SIMMONS 
Yeah, that's mighty damn respectable what you're doing playing 
nlusic and all. 
74 
( II-4-34) 
NATE 
Un-huh ... 
SIMMONS 
Yessiree it sure is... Say, ybu reckon I could have your 
autograph? 
NATE 
You got to be kidding--
SIMMONS 
Oh, no. You're going to be famous--
NATE 
Oh, come on--
SIM�!ONS 
Naw, you are. Won't be anytime at all before everybody's 
going to hear about you. 
NATE 
I doubt that--
SIMMONS 
Naw, I wouldn't say that ... 
(SHmONS reaches in his pocket and 
removes a crumbled, dirty piece of 
paper.) 
This is all I got to write on ... Uh, you have a pencil? 
NATE 
(He takes the piece of paper. He 
chuckles to himself.) 
No one will ever believe this ... Yeah, I've got a pen ... 
(NATE removes a pen from his tackle 
box.) 
I always �eep something to write with. I don't like losing a 
thought. (Laughing.) Migh� be a hit song. 
Is that a fact? 
SIMMONS 
(Viciously.) 
(Pause.) 
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NATE 
Yeah ... Here. 
SIMMONS 
(He r�ads slowly.) 
"Best wishes at sunrise, Nate Whitlow." Yeah, so it is you. 
(NATE turns to _replace the pen in 
his tackle box. As he does so, 
SIMMONS attacks him attempting to 
throw him over into the ocean. The 
two men struggl�. NATE reaches in­
to his tackle box and removes a 
knife. NATE has SIMMONS around the 
throat and brings him do�n. He 
thrusts the knife to SIMMONS' 
throat.) 
Please, please! 
NATE 
You little son of a bitch! 
SB!MONS 
Please don't kill me! 
(NATE regains control of himself.) 
NATE 
What in the name of hell are you trying to prove? Huh?: 
Answer me before I cut your miserable throat out! 
SIMMONS 
I-I--
NATE 
Speak up! You had better tell me what you're up to! 
SH!MONS 
Ple�se, he made me do it! H� made me do it! I didn't want 
to! 
\\'ho is "he"? 
(NATE jerks SIMMONS to his feet and 
throws him off still wielding the 
knife.) 
NATE 
(SIMMONS refuses to answer.) 
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NATE 
Look, you little shri�p-- you had b�tter come up with some 
answers-- or I'm throwing you into the sea: 
SIMMONS 
(He rubB his throat, gasping for 
breath.) 
I was sent here; I �ouldn't never do something like this on 
my own--
Who sent you?: 
I can't say. I--
NATE 
SIMMONS 
NATE 
(He makes a single move towards 
SIMMONS and knocks him down onto 
the seat of the bench .. He places 
the knife at SIMMONS' throat.) 
I'm giving you one more chance before I cut you up for bait: 
You hear me, punk? Now, who sent you? 
SIMMONS 
He' 11 kill me ... 
NATE 
Or I will. Either way, you'll get snuffed: 
SIMMONS 
No: �'11 tell you: Please: Please: 
(NATE releases SIMMONS.) 
It was Webber, he done it. He made me. 
NATE 
Why that spineless little s.o.b ... Are you telling me the 
truth? 
SIMMONS 
Yes sir: I ·swear to he.aven above. Believe me: 
NATE 
liut why? 
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SIMMONS 
I dunno. Whatever it was, you got him madder than hell�-
NATE 
Yeah? h'batever it was he couldn't even find a decent killer 
to do the job, that incompetent little jerk: So you're a 
hired kilier, huh? How does a little punk like you even 
�tiy in business-- you slimy little runt: 
SI MMONS 
Go ahead, call me what you will. I des�rve it. But don't 
call me no hired killer, 'caus� I ain't. 
NATE 
Yeah, then how did you get mixed up with a creep like Webber? 
S I MMONS 
This Webber has something on me. I 'd never do this, except--
NATE 
Except that you don't. have the guts �o stand up to him. 
S I MMONS 
Look, mister. I don't know what you done to this Webber; 
but he ain't going to stop. He'll try to get you if it's 
the last thing he does. 
NA·:rE 
In his half-ass way, I suppose he'll try again. 
SIMMONS 
Not if you get out of here. I mean far away. Just high tail 
it out of here-- for your own good. 
Y�ah ... I've been 
to show up again? 
Answer me: 
NATE 
planning it anyway. But when are you going 
Or another one? 
(He thrusts the knife towards 
SIMMONS.) 
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SIMMONS 
Un-uh, you'll never see m� a�ain. He won't come after you as 
long as you're far away. He's too damn lazy for that-- Just 
get out of this area-� forget him and--
NATE 
What does he have on you? That ought to tell me if. I'll see 
you again. 
SIMMONS 
I'd take that knife and cut my tongu� out before l'll tell you 
what I done. All I'll say is th3t I com�itted a crime ... and 
he'S the only witness. He's got me over a barrel. 
NATE 
By God, it's him you ought to be killing, you damn fool! Does 
he just use you when he needs some foul job done? Like this 
one? 
SIMMONS 
I ain't a killer, I ain't a killer ... Believe me, I would 
never do this if--
NATE 
Shut the hell up and get out of here. 
(NATE moves away and SIMMONS quickly 
rises to his feet. He retreats a 
few steps back. ) 
Go on, get out before I gut you like a fish! 
SIMMONS 
Okay, okay ... 
(He statts to exit and itops.) 
But listen, mister ... get out 6f here before--
NATE 
Beat it, I said! 
(SIMMONS turnS and quickly exits 
stage left. STAN COBB is entering 
aS SIMMONS exits.) 
STAN 
Who was. that guy tearing out of here? 
9een a �hoSt. Hey, are you all right? 
seen a ghost, too. 
He looked like he'd 
You look like you 
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NATE 
Stan ... that punk tried to kill me .. 
STAN 
What? I'� calling the cops--
NATE 
No, wait. Come back. Don't .do that. 
STAN 
(Returning.) 
(II-4-39) 
What? You ought to have that guy arrested. I've seen him 
around before. I can identify him. 
NATE 
No, I just want to forget it. 
STAN 
But--
NATE 
Stan, you know who sent him? It was Webber. 
STAN 
You're fooling! 
NATE 
No, I'm not fooling! The little punk actually sent that guy 
to do me in. 
STAN 
Gees, that punk won't stop at anything. 
NATE 
Apparently not ... Well Stan, old buddy, I guess this is where 
we part. 
Aw, damn it! 
STAN 
(He moans and kicks something off 
the pier.) 
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NATE 
You have to see why--
STAN 
Yeah, yeah. I do. I tell you, that little creep ain't ever 
�etting foot in my place again! 
NATE 
Don't press your luck. He might come after you. 
STAN 
Ha! You let him try. I'll smear that little punk all over 
this beach! I will, by God! Crap, it can't end like this. 
NATE 
And what am I going to do? Play music with him tonight? 
Damn it all ... 
You understand, don't you? 
STAN 
(Grumbling.) 
NATE 
STAN 
Yeah, yeah. understand. How come it's always the punks 
that push you around? Damn, yoU're o�e of the best friends 
I've ever had. 
NATE 
Let's go, Stan. You'll run me t6 the bus station, won't you? 
STAN 
Sure. You be able to manage that all right? 
Sure ... 
1\0hat about all your stuff? 
NATE 
(NATE iS packing away his fishing 
gear.) 
STAN 
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NATE 
I don't have much ... You wouldn't mind sending it on to where 
I'm going, would you? 
STAN 
Don't even ask. I'll do anything I can to help you out, you 
know that. But damn. all our plans-- everything I was looking 
forward to. Dumped over! What's going to happen to you? 
NATE 
I'm going to .the city and play music. I've had enough of 
this. 
(NATE exits. STAN remains, looking 
but over the ocean. The li�hts 
slowly dim.) 
END OF SCENE FOUR 
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SCENE FIVE 
Nate, Nate! You're home! 
(The time is late that afternoon. 
The location of the action is the 
Whitlow's hou�e. MRS. WHITLOW is 
in the living room reading a maga­
zine. NATE enters. He is carrying 
a small suitcase on his lap. MRS. 
WHITLOW rushes over to greet him.) 
MRS. WHITLOW 
(They embrace.) 
Oh, I'm so glad you're home. 
NATE 
MRS. WHITLOW 
You're looking great! Have you been out in the sun a lot? 
NATE 
Sure, I've been at the beach all this While ... I fish a lot, 
when I'm not working. Where's Grandma? 
MRS. WHITLOW 
She and Jennifer went to the store. 
that just drove up. 
NATE 
ihought it was them 
I had to take a taxi from the bus station. 
MRS. WHITLOW 
Did you have to leave your things there at the station? 
NATE 
No, they're still down at the beach. I had to leave in a hur­
ry. Someone is sending them on� 
MRS. WHITLOW 
Oh, I see ... 
NATE 
. 
How are things with Grandma and Jenny? 
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MRS. WHITLOW 
They're fine. But, they-- well, we-- were none too happy with 
you leaving the way you did. It happened all too fast. 
NATE 
I know. But, it would have only been worse if I hadi1't left 
when I did. Grandma made quite a scene as it was. 
MRS. WHITLOW 
I can imagine: 
be difficult. 
little boy. 
I understand better than you know. Mother can 
But you're not to worry. I'll always love my 
NATE 
Little boy? Come on, Ma. 
MRS. WHITLOW 
What else could you possibly be to me? Sometimes I feel as 
if you're the only one who's ever unaerstood me-- except for 
Jenny. 
NATE 
Still close? 
�!llS. WHITLOW 
And even more so now. Thing� have changed. I don't think 
Mother �ill give you too much trouble. She's taken i hard 
look at some things. 
Ha! That"ll be the day! 
NATE 
MRS. WHITLOW 
No, please. Just wait and see--
NATE 
And Jenny? 
MRS. WHITLOW 
She's getting ready to leave for the city, Nate. I can't 
really say how she feels. She acts as if she's indifferent 
00 the whole thing-- You never know how she really feels. 
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NATE 
Yeah, I guess I'li have to just wait and see. 
MRS. WHITLOW 
Tell me, what brings you up ihis way? 
It's a long story. I--
NATE 
(JENNIFER and ALMA PERRY enter. 
Both women are a little stiff to­
wards NATE.) 
ALMA 
Well, look who the wind blew in. Our roaming troubadour! 
NATE 
See? She hasn't changed a bit! 
ALMA 
How's that? 
MRS. WHITLOW 
I was telling Nate how we've all had to look at things a 
little differently lately. 
Oh ... Well, of course! 
Hello, Jenny. 
Welcome home, Nate. 
Damn . . .  
ALMA 
NATE 
JENNIFER 
(With mock cordiality, she ex­
tends her hand.) 
NATE 
(He looks at her extended hand and 
turns away. ) 
ALMA 
1\>hat do you expect, a twenty-one gun salute? 
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NATE 
Where I'm not loved, I expect little more than to have my 
throat slit! 
What are you doing, Nate? 
Calling a taxi! 
(Silence. NATE then wheels to the 
telephone.. He flips through the 
telephone book.) 
MRS. WHITLOW 
NATE 
MRS. WHITLOW 
Please, don't leave like this again. 
NATE 
Again? Ha! Did you think the rooster had come home to roost? 
I have a job to go to in. the city. I thought it might be nice 
to stop off and see my loved ones-- I do need to be with the 
ones I love. 
ALMA 
Oh, you do? I thought you were the self-sufficient man?. The 
one who needed no one. 
NATE 
Grandma, do you know what happened to me today? 
ALMA 
(Sarcastically.) 
Tell me the good fortune of the day! 
NATE 
I had the good fortune of almost being murdered at sunrise. 
That's how I greeted the day. 
(JENNIFER gasps.) 
Ha! So this callous "welcome" home is just child's play com­
pared to that! 
JENNIFER 
(She rushes over to NATE and em­
braces him.) 
Did this really happen? But why? Are you all right? 
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NATE 
Yes: 
ALMA 
. Careful that �o�'re not playing into something, Jenny. 
No, he needs me. 
Yes, yes ... I do. 
Can't you see that? 
I wish I could spit this 
It'il be all right, son: 
JENNIFER 
NATE 
(He puts his hands in his face.) 
JENNIFER 
ALMA 
(She wants to comfort NATE, but 
hesitates.) 
bile out once and for all. 
(Then ALMA moves to NATE and hesi­
tantly reaches for his hand.) 
NATE 
That's the first time you've touch�d me since the accident. 
ALMA 
Yes ... 
(NATE and ALMA then embrace.) 
Yes. . . now, I touch· you. . . Who was it that did this horrible 
thing to you? 
NATE 
It was Webber. 
ALMA 
I should have known. Well, thank the Lord you're all right. 
I don't see how you can get mixed up with such people. 
NATE 
I don't either. I didn't really know him that well. I was 
only interested in playing music for a living-- and still am. 
See, the argument was over me leaving. the group to go to New 
87 
(II-5-47) 
York. I have a job waiting for me in a recording studio. I 
think I'm better suited for this type of work. 
ALMA 
Oh? But I thought you had an incurable itch to perform? 
NATE 
Up there on the stage, Grandma, I'm nothing more than a damn 
freak! 
MRS. WHITLOW 
Nate, Nate, please don't say that. 
NATE 
No, it's true. I watch the audience whisper and point-- see 
the cripple who rocks a little and rolls a lot! 
ALMA 
Don't let them tell you what to be. Why, you're bette� than--
NATE 
No, G�andma. I saw death on the horizon at sunrise this 
morning. He wears an ugly face, 
JENNIFER 
I suppose it's best if you didn't go back on the stage. 
NATE 
Yeah, I've already decided that. 
, (Pause.) 
Jenny? 
JENNIFER 
Oh, Nate ... please don't make it hard for me. 
NATE 
Jenny, I need you. 
JENNIFER 
I'm leaving for the city tomorrow, Nate. My internship at the 
clfnic has expired. I've found a place to liv� ihd--
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Jenny? 
JENNIFER 
And I'm finishing up what I set out to do--
NA'l'E 
Jennifer, will you marry me? 
JENNIFER 
It's not that easy. 
NATE· 
But--
JENNIFER 
There are other things to think about now. 
need me. But wha� about when I need you? 
be there? 
NATE 
Yes! 
JENNIFER 
Sure, you can say that: .. now. 
NATE 
( II-.5-48) 
You're here, you 
Are you going to 
But I mean it now. People change. And I'm not excluded. 
JENNIFER 
Nor I .. 
NATE 
Now this is a fine kettle of fish. We're going to be in the 
same city and never see one another? 
JENNIFER 
No, I didn't say that. We can still see each other. But---
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Oh, by the way, where are you planning to stay when you get 
to New York? 
NATE 
In a motel, I suppose. 
ALMA 
Pardon my forwardness, Jenny, but you have an extra room dori't 
you? 
JENNIFER 
Yes, but--
ALMA 
I mean, no une is using it, are they? 
JENNIFER 
No. But surely you wouldn't approve of me having an overnight 
male visitor. 
ALMA 
It all seems fairly harmless to me. It's a two bedroom apart­
ment-- You know, a place for Nate to stay until ... well, un­
til he can find something of his owri. 
NATE 
Shee, you have turned over a new leaf. 
ALMA 
I don't know about that. I'm always one to hold my family to­
gether. After all, t am the grandmother. 
MRS. WHITLOW 
And a sly one at that� 
JENNIFER 
Gee, I don't know if I'd like that ... 
NATE 
I• don't know either. I don't want to be somewhere I 'm. not 
welcome. I've seen enough of that for one day� 
Oh; you'd be welcome. 
I mean, unt�l you find 
What? Somewhere else? 
What'?: 
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(II-5-50) 
JENNiFER 
You could stay--
(JENNTFER stops short attempting 
to play down . her enthusiasrn.l 
somewhere else--
ALMA 
JENNIFER 
NATE 
MRS. WHITLOW 
(Bimultaneously.) 
ALMA 
That is ... until he can find something else ... better: 
JENNI:FER 
Sure, if you find something better. 
NATE 
Gee, I think I'd have to look hard and long. 
JENNIFER 
At least for now, is that it? 
NATE 
You're wrong on that point, Jenny. 
JENNIFER 
By G�orge, I sure had better be wro0g: 
(NATE and JENNIFER embrace.) 
Nate, I had plans to leave this evening. Are you planning to 
stay here, or do you want tci leave now? 
NATE 
I'm ready to go now·. I need to get in touch wi.th this guy at 
the studio as soon as possible. 
AL�!A 
I think it's bettar if you left together. It seems so--
Grandma! 
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NATE 
(They both laugh.) 
ALMA 
(II-5-51) 
Grandmothers never know exactly when their children will see 
these things for themselves. So... I get hasty ... at times. 
NATE 
(He laughs.) 
Yes ... you do. Listen, we'll get back down as soon as we can. 
ALMA 
Oh, there's no rush. We'll still be here ... Just us two 
women, growing old together. You had better get on the road 
before it gets late. 
JENNIFER 
Bye, Elizabeth 
(They embrace.) 
Bye, Alma 
(They embrace.) 
MRS. WHITLOW 
Bye, Jenny... Bye, Nate. 
(NATE and �IRS. WHITLOW embrace.) 
ALMA 
Bye, Jennifer. Nate ... 
NATE 
Grandma, this is the first time I've ever left with your bles­
sing. It's ... different. 
AUlA 
Nate, I've sent my children off too many times before without 
my blessing. And ... you're �ight, it's different. 
· 
. 
(NATE and ALMA PERRY embraci as the 
lights dim.) 
END QF SCENE FIVE 
END OF ACT TWO 
FIN 
END 
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